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INTRODUCTION
Brink Productions‘ World Premiere of Skip Miller’s Hit Songs, by Sean Riley and directed by Chris
Drummond has been in development for nearly 3 years. Adelaide audiences will once more see the
culmination of Brink‘s committed and creative collaboration between writer, director, actors,
musicians and designers to realise another new work Australian work.

Skip Miller’s Hit Songs is a multi‐narrative work for African and Australian actors and musicians.
It tells the story of Skip Miller, a celebrated Australian photojournalist, who returns home after a
career spent on the African continent. Skip is a man who finds he no longer belongs in his own
country. He yearns to go back to Africa but for various reasons, cannot. The play interweaves other
stories about people who are forced to leave Africa or have just arrived in Australia. They too do not
belong in Australia. They yearn to return to Africa, but for various reasons, cannot.
Chris Drummond, Artistic Director of Brink Productions, described the play: ―Skip Miller’s Hit
Songs does not seek to address the enormous geo‐political issues that confront Africa and the asylum
seekers who traverse the planet. It tells small stories, threads of intimate narratives about people who
are ‗caught between two worlds‘. Skip Miller’s Hit Songs is about ‗perception‘, about how what we
see changes, depending on the context. It‘s about being invisible, becoming conspicuous, about
difference, and ‗sameness‘.‖
It is hoped that the knowledge, experience and encouragement that teachers bring to their students
when arranging to view live theatre will give rise to discussion, thinking and responding to these
alternative perspectives and broadens students‘ understanding of the human condition and that of the
world. These teachers‘ notes will provide information on Brink Productions along with background
notes on the creative and production teams and cast. In addition to the suggested pre- and post
performance activities, there are overviews of the Burundi Civil War, the music of Africa and
specific African instruments. Information referred to in activities has largely been retrieved from
en.wikipedia.org . It is important that teachers are mindful of the accuracy of information regarding
these extracts for the purposes of research. Wikipedia is an accessible and efficient springboard for
ideas and information, and to this end, you will find the Wikipedia policy regarding research attached
to the reference list.
We thank you for the opportunities you are giving your students. Prior to attending Skip Miller’s Hit
Songs please make time to discuss theatre etiquette with your students and accompanying adults:
As a reminder:
enjoy yourselves
be mindful of others - any inappropriate noise or activity can be distracting for both actors and
other audience members (mobile phones are to be switched off please not just turned to silent)
be aware that texting during a performance or checking your Facebook is distracting for other
audience members as well as the cast and significantly reduces your enjoyment of the total
theatre experience.
unauthorised photography or filming in any format is strictly prohibited.
Teachers should be aware that Skip Miller’s Hit Songs has moments of strong language.
This is always in context and appropriate to the theatrical moment.
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ABOUT BRINK PRODUCTIONS
Brink Productions creates original theatre through long-term collaborations with artists and nonartists from different disciplines and backgrounds: a theatre of imagination where the memory
outlives the experience.
Founded in 1996 and based in Adelaide, Brink now operates under the dual leadership of Artistic
Director, Chris Drummond, and Executive Producer, Kay Jamieson. Brink is a multi-award winning
theatre company, best known throughout Australia for its landmark production of When the Rain
Stops Falling. Other recent successes the company has commissioned and staged include Harbinger
by Matthew Whittet and its acclaimed production of Moliere‘s The Hypochondriac (a new adaptation
by Paul Galloway).
Brink has a range of new work in various stages of development including a major international
collaboration with London-based English Touring Theatre, to be written by Bryony Lavery, and in
November this year will premiere its new work Land & Sea by SA playwright Nicki Bloom.

CREATIVE TEAM
PLAYWRIGHT
DIRECTOR/DRAMATURG
DESIGNER
MUSIC DIRECTOR
FILMMAKER
LIGHTING DESIGNER
PRODUCER

CHARACTERS

Sean Riley
Chris Drummond
Wendy Todd
Quentin Grant
James Kalisch
Geoff Cobham
Kay Jamieson

(in order of appearance)

SKIP MILLER
PATIENCE LUGOR
NEVILLE MILLER
AUGUSTUS FORKAY
ALISON CALDICOTT
BASEL MGEMBE
MUSICIANS

Quentin Grant
Jerome Lyons
Lamine Nanky

Chris Pitman
Assina Ntawumenya
Rory Walker
Mondli Makhoba
Lizzy Falkland
Adolphus Waylee
guitar, cowbells & m‘bira
kora, flute & percussion
balafon, bongo, song gong & djembé

PRODUCTION TEAM
TECH PRODUCTION MANAGER
STAGE MANAGER
ASM
ASSISTANT DIRECTOR

Nicholas Filsell
Françoise Piron
Michelle Delaney
Edwin Kemp Attrill

3

Playwright’s notes – Sean Riley
I am delighted by the growing community of African immigrants in South Australia. I love the diversity, the
colour, and the wealth of experience they bring to our city. I wanted more than anything, through this work,
to see that vibrancy reflected on a stage, to tell their stories, and explore the personal minutia of
African/Australian relationships in a theatrical context, laced with two qualities I never leave home without –
heart and humour.
As a writer, I always draw my inspiration visually, with a particular focus on photo-journalism. Photojournalism – good photo journalism - is an act of protest. Writing – good writing – is a form of protest also.
But the creation of our works could not be more different. One passive and introspective, the other relentless
and life-threatening. I have an undying admiration for photo-journalists. They chase danger, infiltrate the
volcanic epicenters of some of the most horrendous and shameful moments in world history, chasing that one
image that will define years of conflict and human suffering. And then, when the assignment ends, they come
home. Back to normality. Caught between two worlds.
In the central character of Skip Miller, I found an endlessly rich (and challenging) character through which to
explore these ideas and themes. A hardened and obsessive photo-journalist, returning home, and falling apart,
unable to resolve the past, unable to move forward. Similarly, the characters in Skip‘s immediate circle are, in
their own ways, caught between two worlds, be they actual or metaphorical. Scratch below the surface of the
play, and you find it is all about the endless search for identity. The best theatre holds a mirror up to the
audience, and communicates that one undeniable truth; we are all the same, no matter what our race, gender,
or experience.
As the great photo-journalist Robert Capa said; ―If your photographs aren‘t good enough, you‘re not close
enough‖. This axiom has been reflected in the process of bringing Skip Miller’s Hit Songs to the stage. I am
forever indebted to my collaborators, most particularly Chris Drummond and the amazing cast - all unrelenting
in the quest for truth, illuminating my words so brilliantly.

Director’s notes – Chris Drummond
In 2007, Sean Riley and I discussed the seeds of an idea he had for a play about an Australian photojournalist
returning home after a career spent on the African continent. From our very first conversation I felt it would
suit the collaborative way Brink works. Sean‘s concepts threw up evocative images rich with paradox: in the
relationship between the first and third worlds, the damaged and the undamaged, the visible and the invisible.
Running counter to this was a wonderful stream of humour in his thinking and together we imagined a work
that would meld narrative with photography and music.
All in all it has taken three years to develop Skip Miller’s Hit Songs. Throughout that long gestation, we
have collaborated with actors, musicians, designers and filmmakers as well as a long list of consultants
including foreign correspondents, journalists, photographers and trauma counsellors. To support this work we
also undertook a rich engagement with South Australia‘s African community through the Migrant Resource
Centre and the Adelaide Secondary School of English, meeting elders, students, artists, musicians and more.
Like every new work, there have been occasions when it has seemed too big, too complex, or in danger of
trying to be all-encompassing. But it was never our intention that Skip Miller’s Hit Songs attempt to grapple
with the enormous geo-political issues inherent in the material. Instead we wanted to tells a series of small
stories, threads of intimate narratives about people who are ‗caught between two worlds‘. Skip Miller’s Hit
Songs is about ‗perception‘, about how what we see changes, depending on the context. It‘s about being
invisible and conspicuous, about difference… and sameness.
My deepest thanks to Sean for his beautiful play, to the wonderful company of actors who have collaborated
throughout the development, drawing deeply on personal resources to contribute to the content of the work, to
Quincy Grant (as ever), the musicians, designers and crew, to my family, and to Kay and all at Brink. And
finally, my profound thanks to the many people who shared their time and stories with us, whose humbling
generosity and openness has been so integral to the making of this work.
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Pre production activities
The aim of these activities is to encourage students to identify and think about the themes and issues
of the play, to develop an understanding of the context of the play and an appreciation of the fusion of
different theatrical traditions. These activities are suitable for senior Drama, English, Media and Music
students.

Themes and Ideas
o Pain
o Loss
o Isolation vs Disorientation
o Grief
o Loneliness

o
o
o
o
o

Trauma
Hope
Resilience
Responsibility – global, local, personal
Intervention / Bystander

Explore student understanding of the above. Students identify the Themes and Ideas that
have significant meaning to their world.
The site http://www.abc.net.au/rn/learning/lifelong/features/journalism/default.htm - is an
informative programme about photojournalism with relevant and interesting references, quotes
and opinions.

What is striking or eye catching about the
poster? Why would someone decide to
see this production based on this poster?
What ideas or anticipation would the
viewer begin to consider?
Discuss the promotional text:
Skip Miller doesn’t take pretty pictures but he
collects good music. A celebrated frontline
photojournalist, he has spent years documenting
the war zones of Africa and the faces of the
dispossessed. A homeless wanderer amidst
millions, Skip is on an endless search for the next
best shot.
Meanwhile in a refugee camp, Basil Mgembe
searches for his missing family and, in Australia,
the newly arrived Patience Lugor comes face to
face with her own image on bus shelters and
billboards, in newspapers and magazines.
This multi-narrative ensemble work for African
and Australian actors is an intimate, honest and
open-hearted exploration of lives caught between
two worlds.

Consider the phrase ―caught between two worlds‖.
Discuss and draw upon experiences of students.
Investigate/research the following:
o Photojournalism (see references)
o The Walkley Awards / Pulitzer Prize (see references)
o The Burundi Civil War (see appendix)
o The music of Africa and African musical instruments (see appendix)
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Discuss various TV news broadcasts, TV interviews eg 60 Minutes, 7:30 Report and
Panel/Chat show formats eg 7PM Project. What type of program is preferred? How
newsworthy are they? Explore the production of these programs. How confident do we
feel that the truth is represented?
Discuss the role of the photojournalist. When should the camera be put down? Does this
extend to the behaviour of the Paparazzi? How ―real‖ does the public want these
pictures to be? Is there a point to warnings about images that may disturb on TV news
broadcasts? Why are the subjects of award winning photos invariably about suffering?
Kevin Carter, photojournalist with the Johannesburg Star in the mid-1980s who was
bent on exposing the brutality of apartheid. In South Africa, he was the first to
photograph a public execution by "necklacing" which is the practice of an execution
carried out by forcing a rubber tyre, filled with petrol, around a victim's chest and arms,
and setting it on fire. The victim may take up to 20 minutes to die, suffering severe
burns in the process.
Carter later said of his images; "I was appalled at what they were doing. I was appalled
at what I was doing. But then people started talking about those pictures... then I felt
that maybe my actions hadn't been at all bad. Being a witness to something this horrible
wasn't necessarily such a bad thing to do."
His image, Photo of Sudanese girl and vulture (below) was taken in March 1993. The
St. Petersburg Times in Florida said this of Carter: "The man adjusting his lens to take
just the right frame of her suffering, might just as well be a predator, another vulture on
the scene."

The photograph was sold to The New York Times where it appeared for the first time on
March 26, 1993. Practically overnight hundreds of people contacted the newspaper to
ask whether the child had survived, leading the newspaper to run a special editor's note
saying the girl had enough strength to walk away from the vulture, but that her ultimate
fate was unknown. Carter was awarded the Pulitzer Prize for Feature Photography in
1994.
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Read Skip‘s opening lines from Skip Miller’s Hit Songs to students:
EXCERPT OF SCRIPT – OPENING MONOLOGUE
Prologue. Africa 2010. A marketplace. Food, chatter, bartering, music, dancing. The actors
and musicians interact with the audience. A funeral passes by. Lights alter. Music. Skip’s stands
central, his face illuminated. Moving images of African faces, illuminated by candles, move
slowly above him. They are captured on sheets of paper, and trajectories are followed under
the following.

There are times when you‘re suddenly invisible
Heart pounding in your ears
You disappear.
In a heady rush
You‘re able to just ..... observe.
Witness
Surrounded by the worst that humankind can serve up ...
The pack is one and you‘re not part of it
You‘re free to get on and do your job.
They submit.
Turn their gaze.
Their shame horror rage terror towards the lens.
Not me; the lens.
It‘s as if they want you to record –
Both sides –
“Look at me”, they say.
“Record me.”
“The last of me”
“Before I’m taken”
“Before I’m hacked to pieces by the mob.”
“Before I turn my back and walk away ...”
At that moment it‘s my duty, as a human being, to do what I do.
o You may wish to set students the task of writing a response to these words before
there is discussion – a stream of consciousness exercise – and/or discuss the views
of the role of the Photojournalist and moral issues associated with their images. Is
her/his involvement with the subject impassioned, aloof, indifferent or
opportunistic? When is the photojournalist merely recording events, an observer,
and when should there be intervention?
Investigate the setting and background information of the following selection of photos,
some of which have won Pulitzer Prizes and Walkley awards. What is the aim/impact of
the photojournalist‘s work? Some of these photos below have been described as iconic,
what does this mean? What do students consider to be iconic images of their time? Does
a picture really say a thousand words?
What has happened in the lives of the people involved, since the photo was taken?
Students choose a photo and devise and/or present or read a character monologue from
the photo. This can be expanded into examples found in Post production activities.
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Phan Thị Kim Phúc, (Order of Ontario) , born 1963, is a Vietnamese-Canadian best known as
the child subject of a Pulitzer Prize winning photograph (1973) taken during the Vietnam War
on June 8, 1972. The iconic photo taken in Trang Bang by Associated Press photographer
Huynh Cong (Nick) Ut, shows her at about age nine running naked on a road after being
severely burned on her back by a South Vietnamese napalm attack.

It was while covering the Vietnam War for the Associated Press that Eddie Adams took his
best-known photograph – the picture of police chief General Nguyễn Ngọc Loan executing
a Vietcong prisoner, Nguyễn Văn Lém, on a Saigon street, on February 1, 1968, during
the opening stages of the Tet Offensive. Winner Pulitzer Prize 1969.
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Above, one of the most widely reproduced photographs of the event, “The Unknown
Rebel”, Jeff Widener of the Associated Press, took this photo about 800 meters away
from the scene. The incident took place near Tiananmen on Chang'an Avenue, along the
south end of the Forbidden City in Beijing, on June 5, 1989 one day after the Chinese
Government's violent crackdown on the Tiananmen Square protests.

Rwandan Hutu refugees with as many possessions as they can carry trudge along a highway
near Benaco Junction in Tanzania. They had tried to flee further away from Rwanda, into
Tanzania, but had been turned back by Tanzanian soldiers. Several of the refugees said they
would walk all the way through Kenya or Malawi just so they could return to Rwanda.
Photo “Trek of Tears” by Martha Rial, of the Pittsburgh Post-Gazette. Pulitzer Prize 1998
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Photo: Lt. Victor Jorgensen Aug 14,1945. US sailor bending young nurse over his
arm to give her a passionate kiss in middle of Times Square, New York, as others
look on amused, during celebrations of Japan's surrender to Allies at end of WWII.

A black man drinking at segregated water fountains in North Carolina. Photographer unknown.
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World War I: Line of soldiers leaving the trenches. Photographer unknown.

"Black Saturday Body" by Justin McManus, The Age & Sydney Morning Herald. The
day after the Black Saturday bushfires (7 February 2009), Justin McManus found himself
near the town of Narbethong, Victoria, trying to cover the terrible damage. To avoid road
blocks, he organised a lift with a local. On the way he took this picture of a body on the
side of the Maroondah Highway. Winner 2009 Walkley Awards for News Photography
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Set Design:

Set Model for Brink Productions’ Skip Miller’s Hit Songs (by Sean Riley)
©
Wendy Todd, Designer
―A rammed earth floor and a wall‖ was Wendy Todd‘s design brief for this production.
Groups of students discuss the possibilities of creating multi- locations, (eg five) from
this design brief. Identify the locations and suggest minimal props (if necessary). How
will different production elements be used to realise these locations?
Groups do a show & tell to the rest of the class.
Quentin Grant‘s music direction incorporates African instruments, namely the kora,
balafon, djembé and thumb piano (m‘bira), along with the use of vocals and an African
choir. Students may wish to familiarise themselves with these instruments. In the
appendix there are overviews entitled Music of Africa and Music instruments of Africa.
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Post production activities
These activities essentially focus on questions for analysis of various production
elements. These can lead to improvisation, text analysis and response, preparation
for student review and individual study/project in senior Drama, English & Media
courses.

Set Design:
o Viewing before the performance: Identify the way the space is set up. How has
the space been used? Identify these elements; which element(s) makes the
most impact? What does the audience begin to anticipate?
o After the performance: think about how the design elements established
different locations and complemented the style of presentation.
How did the first moments of the performance capture the dynamics between actor
and audience? What sort of questions does the audience ask itself in anticipation of
this story‘s revelation?
Skip Miller’s Hit Songs is a multi-narrative that traces the intimate stories of six
characters. Identify theatrical elements that aided the unfolding of these narratives.
There are elements of Brechtian staging which have been adapted to this production.
Consider and discuss:
o Staging elements - set and lighting
- narrator characters
- music and song
- actors ―on stage‖ all the time
- projected images
o

Reflect on the seamless movement from scene to scene, presence of characters
before a scene begins, movement between time frames. Have these theatrical
elements been effective in conveying the Themes and Ideas of this production?

What do we come to understand about the relationships in Skip‘s life? Chart
descriptions of Skip‘s relationships with all five other characters. What similarities and
differences are discovered? What is positive and enhancing or negative and
detrimental about his relationships?
Students read the Writer‘s and Director‘s notes. Consider the script, direction and
acting: how did these make the complexity of the themes and issues understood by the
audience? Identify any ahh-ha moments when connections were made. When did the
audience feel moved, when was there laughter, when was there enlightenment with an
insight into an issue.
Characterisation:
Pose this to students: If you were an actor playing one of the characters in
Skip Miller’s Hit Songs, who would it be? Describe what you consider to be the
character‘s ―defining moment‖, what is his/her secret, and explain why.
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Costume design:

Costume Drawings for Brink Productions’ Skip Miller’s Hit Songs (by Sean Riley)
© 2010 Wendy Todd, Designer

When designing a costume, the costume designer needs to consider the time period,
location, cultural background & social status of each character and style of
presentation.
o Comment on the way the designer, Wendy Todd has considered these elements
in her costume design for Skip Miller’s Hit Songs.
o How did the costume design reflect or extend your understanding of the
characters?
o How have her costumes contributed to the mood, colour, and setting of the
production?

Music:
How does Quentin Grant‘s music direction work in with the narrative, settings &
characters?
o Identify times when the music underscores the action, complements or
contrasts the action; what effect does this have on the scene? How has the
music created/enhanced mood &/or location?
o Comment on the fusion of African & Western music. Where there moments
when an instrument(s) made a particular impression with its effectiveness?
Explain the impact of the vocals and the Africa choir.
o What effect did the musicians in full view of audience add to this production?
What role did James Kalisch‘s film images serve in this production? Comment on
their effectiveness. Was there a particular image that is memorable? Did this promote
connection, understanding and contemplation about the theme and issues that the
audience would want to further explore?
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The script called for ―lights alter‖ throughout the play. How did Geoff Cobham‘s
lighting design interpret this? Discuss this multi-purposeful design that was required
to establish different locations, different moods, different times of the day and
complement the style of presentation that had scenes ―bleeding into another‖.
View the episode from Australian Story entitled Prisoner of War (ABC) from 2010
which focuses on the work of Michael Ware, an Australian photojournalist who has
worked in Afghanistan and reports for CNN. Students may compare Michael Ware to
the character, Skip Miller in Skip Miller’s Hit Songs and re-visit the list of Themes
and Ideas from Pre performance activities. Discuss any changes in relevance to
students from pre production to post production in relation to the performance.
Are there recent events, local and global, that come to mind?

Discuss/debate:
“The photojournalist is a metaphor for the Australian experience. Whether
to intervene, or not – the classic conundrum for a photojournalist – reflects
Australia’s relationship to so many of the major events confronting the global
community. Always feeling an outsider or removed.”
Chris Drummond, Artistic Director Brink Productions.
Groups of students devise a presentation based on the idea of Australia‘s response to a
global issue. Students may wish to use the photographs &/or the quote above as a
springboard to ideas. Students look to incorporate production elements including style
of presentation, set & costume, images &/or placards, music & song and, if possible
lighting, that have been inspired by Skip Miller’s Hit Songs.
Using the selection of photos earlier in these notes; groups of students create
characters (eg two to four – some may even be unseen) and devise a scenario of how
the lives of these characters became entwined as a result of the captured event.
Students share/ perform their scenario with the class.
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REFERENCES
Information:
http://en.wikipedia.org/wiki/Kevin_Carter
http://en.wikipedia.org/wiki/Ashley_Gilbertson
http://en.wikipedia.org/wiki/Michael_Ware
http://en.wikipedia.org/wiki/Walkley_Awards
http://en.wikipedia.org/wiki/Pulitzer_Prize
Film/video:
http://www.youtube.com (Burundi Civil War / Ashley Gilbertson / Michael Ware)
Australian Story, episode Prisoner of War (Michael Ware)
Images:
http://en.wikipedia.org/wiki/Kevin_Carter
http://en.wikipedia.org/wiki/Huynh_Cong_Ut
http://en.wikipedia.org/wiki/Eddie _Adams_(photographer)
http://en.wikipedia.org/wiki/Jeff_Widener
http://en.wikipedia.org/wiki/Martha_Rial
http://en.wikipedia.org/wiki/Walkley_Awards for Justin McManus
www.google.com.au – images - Segregation in America
www.google.com.au – images - WWII celebrations
Oh! What a Lovely War powerpoint

Wikipedia:Researching with Wikipedia
Wikipedia can be a great tool for learning and researching information. However, as with all
reference works, not everything in Wikipedia is accurate, comprehensive or unbiased. Many
of the general rules of thumb for conducting research apply to Wikipedia, including:
Always be wary of any one single source (in any medium — web, print, television or
radio), or of multiple works that derive from a single source.
Where articles have references to external sources (whether online or not) read the
references and check whether they really do support what the article says.
In most academic institutions, major references to Wikipedia, along with most
encyclopaedias, are unacceptable for a research paper. Other encyclopaedias, such as
Encyclopædia Britannica, have notable authors working for them and may be cited as
a secondary source in most cases.
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BIOGRAPHIES – Creative Team
SEAN RILEY/Playwright
Winner of the Jill Blewett Playwrights Award, and twice shortlisted for the prestigious Patrick
White Playwrights Award, Sean is regarded as one of South Australia‘s leading playwrights. His
radio play The Angel and the Red Priest was adapted for stage and premiered at the 2008 Adelaide
Festival of the Arts. His AWGIE-nominated epic trilogy, Beautiful Words, was premiered by
Oddbodies Theatre Company in 2008 and was published by Currency Press. Other works include
Significant Others and The Last Acre for Oddbodies Theatre; The Sad Ballad of Penny Dreadful
(Windmill); My Sister Violet and The Time of the Ashes (Urban Myth Theatre of Youth). For his
feature length screenplay, The Wife of Bedlam, Sean won the 2009 Hopscotch Films Award for
Unproduced Screenplay and was mentored by triple Pulitzer Prize-winning American dramatist
Edward Albee. The screenplay is currently in development for an Australian/British coproduction. Sean‘s most recent work, Also a Mirror, is produced by Urban Myth Theatre of
Youth for the 2011 Adelaide Fringe.
CHRIS DRUMMOND/Director
Chris Drummond is Artistic Director of Brink Productions where his directing credits of new work
include Harbinger, The Hypochondriac, Beetle Graduation, The Clockwork Forest (co-production
with Windmill), This Uncharted Hour and an adaptation of Brecht‘s Drums in the Night. His
production of When the Rain Stops Falling by Andrew Bovell (created in collaboration with
Hossein Valamanesh and Brink) premiered at the 2008 Adelaide Festival and has gone on to win a
raft of awards. It had an extended season at Sydney Opera House presented by STC and a season
presented by MTC with the Melbourne Festival in 2009 then toured to Brisbane, Canberra and
Alice Springs in 2010. Harbinger was recently nominated for two 2010 Adelaide Critics‘ Circle
Awards. His production of The Hypochondriac won the 2009 Adelaide Critics‘ Circle Group
Award and he was nominated for the Individual Award as Director. In 2009 Chris directed The
Flying Dutchman for State Opera of South Australia. While Associate Director of State Theatre
Company of SA from 2001 to 2004, Chris‘ production of Night Letters, co-adapted with writer
Susan Rogers, was presented at the 2004 Adelaide Festival and Playbox, was short-listed for a
2005 NSW Premier‘s Literary Award and nominated for a number of Helpmann and Victorian
Green Room Awards.
WENDY TODD/Designer
Wendy was Set and Costume Designer for Man Covets Bird (Slingsby) as part of the Adelaide
Festival of Arts 2010 – and was awarded a 2010 Curtain Call Award, with Geoff Cobham, for
Best Production Design for the show. Other set and costume design credits include Superheroes
(Stone & Castro); The Hypochondriac (Brink Productions); Freaky (Cirkidz & Circus Monoxide)
produced by Come Out 2009; After The End (Adelaide Fringe 09); Beetle Graduation (Brink
Productions); The Tragical Life of Cheeseboy (Slingsby 2007). She was the designer/builder of
Travelling Street Theatre Set, Three Men in a Tub (Fringe 09) and Assistant Designer for the
Persian Garden (Adelaide Festival of Arts 2008 and 2006). Other design work includes Assistant
Designer Lullaby (Ladykillers), Event Designer Adelaide International Film Festival. Wendy
graduated from AC Arts in 2004.

17

QUENTIN GRANT/Music Director & Musician
Quentin Grant writes incessantly as a freelance composer on commission throughout Australia and
internationally. He works with a number of theatre companies including Brink Productions (for
whom he composed and performed the music for When The Rain Stops Falling) and Slingsby
(Man Covets Bird, Wolf and The Tragical Life of Cheeseboy), in film for several production
houses, and plays with many bands/ensembles: from rock to new music and, most recently, gypsy
music with Golonka. He is co-Director of The Firm, a company that presents an annual
subscription concert series featuring Australian classical musicians in programs of new Australian
works alongside repertoire pieces. In 2010 many of his works, including some new ones, were
performed in the Ngeringa Farm Series in which he has the honour of being their first Featured
Composer.
JAMES KALISCH/ Filmmaker
James has a bag of experimental short films which have screened in Sao Paulo, Osaka, Manheim
and Melbourne. He has been commissioned to produce propaganda videos for state government
programs. He has crewed on vampire films, animal films and big Muppet films shot in Australia.
He has collaborated with visual artists, composers, dancers and actors to assist and produce gallery
and installation work. He collaborated with Black Hole Theatre to produce the film component for
its visual theatre production Caravan. Occasionally he paints.
GEOFF COBHAM / Lighting designer
Geoff has worked as a Lighting Designer, Set Designer, Production Manager, Event Producer and
Venue Designer for more than 30 years. His most recent lighting designs include Romeo & Juliet,
Metro Street and Attempts On Her Life (State Theatre Company of SA),The Wizard of Oz
(Windmill), G (Australian Dance Theatre), Burning Daylight (Marregeku), Freaky (Cirkidz), The
Hypochondriac (Brink), The Tragical Life of Cheeseboy (Slingsby) and Here Lies Love (David
Byrne). Geoff‘s many set and lighting designs include The Flying Dutchman (State Opera of SA),
The Age I’m In (Force Majeure), construct (Tanja Liedtke), Plop (Windmill), Me & My Shadow,
Fastest Boy (Patch Theatre), and HELD (Australian Dance Theatre). Geoff was Production
Manager of the 1995 Sydney Festival, the 1996-2000 Adelaide Festivals, Womadelaide 1997 &
2001, Come Out 1999 & 2001 and Production Manager and Festival Designer of the 2008 & 2010
Adelaide Festival. He received a Green Room Award and the 2006 Adelaide Critics award for his
lighting of Night Letters (State Theatre of SA) and in 2010 was awarded a Churchill Fellowship to
study Outdoor Theatre in Europe.
KAY JAMIESON / Producer
Kay Jamieson joined Brink Productions as Executive Producer in April 2007. She has more than
25 years experience in the arts, primarily producing major events and complex international arts
festivals (Perth and Melbourne Festivals 1988-2001). Kay has produced Australian and
international tours for dance, theatre, physical theatre, visual theatre/puppetry and music. After
graduation from WAAPA she began her professional arts career as an opera stage manager and
worked primarily in festivals, opera/musicals, theatre and chamber music in Australia. In the mid
‗90s she undertook a 12-month residency with Darpana Academy of Performing Arts in
Ahmedabad, India. From 2002-2007 Kay was based in Melbourne as an independent producer of
new work, tours and major events as well as being an agent for a number of Australian and
international artists and companies.
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BIOGRAPHIES – Performers (alphabetically)
Lizzy Falkland
Lizzy graduated from the University of Western Sydney, Theatre Nepean. Recent credits include
Toy Symphony (Queensland Theatre Company and State Theatre of SA).Other credits for STCSA
include Mnemonic, Attempts on her Life, Ruby Moon, House Among the Stars & God of Carnage.
For Brink Productions, 4.48 Psychosis, Killer Joe, The Ecstatic Bible (Brink/The Wrestling
School), The Europeans, Blue Remembered Hills, Ursula, Roberto Zucco, A Dream Play, The
Dumb Waiter and (Uncle) Vanya. Other theatre includes Actors at Work (Bell Shakespeare),
Translations (Flying Penguin), Wounds to the Face (Blueprint), Déjà vu (Istrapolitana Festival,
Bratislava) . Lizzy‘s film credits include Lure, Since the Accident, Dog Tale, Tales from the Sink
and Frontiers of Utopia and short films for AFTRS. Television credits include McLeod’s
Daughters, Naked, Heartbreak High, Home and Away, Echo Point and A Country Practice. Lizzy
has also worked regularly for Radio National‘s Poetica and Drama programs.
Jerome Lyons/musician
Jerome was born pink and wrinkly in the Eastern Highlands of Papua New Guinea. This influence
of tribal culture and the sounds of "new world music" inspired his chosen career. Through
commission, Jerome has composed music for dance and theatre and performed widely. He also
has a string of CDs to his name, and has produced recordings for other musicians. At his
workshop - the "Cheese Factory Studio Gallery‖ in the Adelaide Hills – where Jerome has
developed a recording studio, theatre and art gallery, he creates his famous instruments which are
sold throughout the world. http://www.cheesefactory.com.au
Mondli Makhoba
Mondli has been resident in Adelaide for four years. He studied South African traditional dance
and song in Durban with major traditional Zulu ensembles. He toured UK, USA and European
cities with South African cultural troupes presenting concert performances as well as schools
workshops and performance tours. Mondli has been a key member of the Migrant Resource
Centre of South Australia‘s ‗Jambo Africa‘ Program presenting performances and workshops in
schools for the Come Out Festival, Fringe Festival and touring to regional and interstate festivals
and venues in The Magic Waterhole African theatre project. As a solo performer Mondli has
performed Zulu dance presentations for many special events and civic events including the
Adelaide Convention Centre, Her Majesty‘s Theatre and Adelaide Town Hall. Mondli coordinates
and sings with the Adelaide South African Choir.
Lamine Nanky/musician
Lamine Nanky born in Senegal West Africa, lived in The Gambia, has performed with
Senegambian ballet troupes. Now living and performing in Australia, Lamine regularly carries out
West African drumming classes in school programmes, performs at corporate, and community
events and many multicultural festivals.
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Assina Ntawumenya
Skip Miller’s Hit Songs represents Assina‘s first foray into professional theatre. She was born in
Burundi, completed her education in Tanzania and arrived in Australia as a refugee in 2004. Since
then she has worked as a bilingual student support officer at Adelaide Secondary School of
English and as a Cultural worker at Gilles Plains Community Centre. She has recently completed
her social work degree at the University of SA. Assina has extensive experience as a NAATI
accredited interpreter, is deeply involved with the African Women‘s Federation of SA and has
been the Deputy Chairperson of the Association of Burundian Community of SA for four years.
Assina was selected for the 2009 SA Women’s Honour Roll of 100 notable women serving the SA
community and was one of ten African Women recognised by African Community Council of
SA for outstanding leadership and advocacy skills. Recently she was nominated for the Who’s
Who of Australian Women 2011 as a result of her outstanding contribution to the Australian
society.
Chris Pitman
Chris was last seen in Adelaide in Michael Gow‘s Toy Symphony (Queensland Theatre
Company/State Theatre Company of SA). Other theatre credits include the award-winning
Cloudstreet, The Sapphires, Capricornia, In our Name (Belvoir), Our Town, Don’s Party
Harbour, Boy Gets Girl, Love for love (Sydney Theatre Company) and Ghosts for State Theatre
of SA. His television credits include All Saints, McLeod’s Daughters, Scorched, Farscape and
Young Lions. Chris is a graduate of the WA Academy of Performing Arts.
Rory Walker
Rory has appeared with Junction Theatre Company, Patch Theatre Company, The Border Project
(Disappearance) and Flying Penguin Productions (Translations - Adelaide and Melbourne Malthouse tour and The Birthday Party). Windmill Theatre Company (Afternoon of the Elves Adelaide, Sydney and Seattle U.S tour, The Sad Ballad of Penny Dreadful and Boo) for State
Theatre Company of SA (Waiting for Godot, Drowning in my Ocean of You, Third World Blues,
How I learnt to Drive, Taming of the Shrew, Twelfth Night and The Department). For Brink he has
appeared in The Hypochondriac, The Europeans, Roberto Zucco, A Dream Play, Killer Joe, The
Duck Shooter, Brecht‘s Drums in the Night and The Clockwork Forest (Windmill/ Brink). Musical
Theatre credits include SCAM and Co-Opera‘s Treemonisha, Mahagonny and Brunndibar for
Windmill.
Adolphus Waylee
Adolphus was born in Liberia. When he was 14 his family fled to Ghana. Seven years later, in mid
2009, he was able to travel to Adelaide to join his family who arrived here in 2006. Whilst in
Ghana, Adolphus got a taste for acting through his involvement in a couple of stage plays and a
movie made by Ghanian Film Theatre. Adolphus appeared as Prime Minister Wazirri in
Independent Theatre‘s production of Mr Johnson at Odeon Theatre. He began as a student at
TAFE late 2009 studying Business Administration and then transferred to Flinders University
2010 where he is currently studying Bachelor of Business.
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APPENDIX

Burundi Civil War
The Burundi Civil War was an armed conflict lasting
from 1993 to 2005. The civil war was the result of long
standing ethnic divisions between the Hutu and the Tutsi
tribes in Burundi. The conflict began following the first
multiparty elections in the country since gaining
independence from Belgium in 1962 and is seen as
formally ending with the swearing in of Pierre Nkurunziza
in August 2005. The estimated death toll stands at 300,000
killed.
Map of Burundi

Background
The origins of Tutsi and Hutu as distinct ethnic groups is unclear, but became the basis of a society
organised under colonial racial schemes. In the case of the Belgians, and the Germans before them,
casual observations revealed varying height differences among the resident peoples: the Twa who
were short, the Hutu who were of medium height and the Tutsi who were tallest among them. It was
also documented that in many cases, those who were among the tall group also raised cattle and
tended to be politically and economically dominant. Those in the middle height group, on the other
hand, tended to be poor and more agrarian. This prompted the use of what became known as the ―tencow‖ rule. Those individuals who owned more than ten cows were described as ―well-born‖ equated
with Caucasians and given privileges by the colonists.
The ten-cow rule was not universally applied, however, and the existence of ―petits Tutsi‖ continues
to cause much debate in the field. This much is clear, the Belgian census of 1933-34 and subsequent
division of ―races‖ exacerbated latent regional and ethnic conflicts.
Burundi‘s first multi-party national elections were held on June 27, 1993, thirty-one years after the
country gained its independence from Belgium in 1962. These elections were immediately preceded
by 25 years of Tutsi military regimes beginning with Michel Micombero, who had launched a
successful coup in 1966 and replaced the monarchy with a presidential republic.
The last of the coups was in 1987 and installed Tutsi officer Pierre Buyoya. Buyoya attempted to
institute a number of reforms to ease state control over media and attempted to facilitate a national
dialogue. Instead of helping the problem, these reforms served to inflame ethnic tensions as hope
grew amongst the Hutu population that the Tutsi monopoly was at an end. Local revolts subsequently
took place by Hutu peasants against several Tutsi leaders in northern Burundi; these Hutu militias
killed hundreds of Tutsi families in the process. When Buyoya sent in the army to quell the uprising,
they in turn killed thousands of Hutu.

War
On October 21, 1993, Burundi's first democratically elected Hutu president, Melchior Ndadaye, was
assassinated by Tutsi extremists. As a result of the murder, violence broke out between the two
groups, and an estimated 50,000 to 100,000 people died within a year. A 1996 UN report into
Ndadaye's assassination and its aftermath, concluded that "acts of genocide against the Tutsi minority
were committed in Burundi in October 1993". The report also implicated senior figures in Burundi's
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Tutsi-dominated army in the assassination. In Burundi, Tutsi civilians have been targets of mass
killings and acts of genocide organized by the state and by armed militia groups. They were followed
by a long civil war that killed both Hutu and Tutsi.
(see http://en.wikipedia.org/wiki/Burundi_genocide_(1993)#1993).
This violence prompted Buyoya to speed up liberalization and national dialogue, allowing other
political parties to compete in the 1993 election. Melchior Ndadaye was democratically elected and
became first Hutu president in the country‘s history. He was assassinated three months later, in
October 1993, by Tutsi army extremists. The country‘s situation rapidly declined as Hutu peasants
began to rise up and massacre Tutsi. In acts of brutal retribution, the Tutsi army proceeded to round
up thousands of Hutu and kill them. The Rwandan Genocide in 1994, sparked by the killing of
Ndadaye‘s successor Cyprien Ntaryamira, further aggravated the conflict in Burundi by sparking
additional massacres of Tutsis.

Ntaryamira assassination
In 1994, Ndadaye‘s successor Cyprien Ntaryamira was assassinated in the same plane crash as
Rwandan President Juvenal Habyarimana. This act marked the beginning of the Rwandan Genocide,
while in Burundi, the death of Ntaryamira exacerbated the violence and unrest, although there was no
general massacre. Sylvestre Ntibantunganya was installed to a 4-year presidency on April 8, but the
security situation further declined. The influx of hundreds of thousands of Rwandan refugees and the
activities of armed Hutu and Tutsi groups further destabilized the regime.
After the assassination of Ntaryamira the Hutu presidency and Tutsi military operated under a powersharing political system until 1996, when Tutsi Pierre Buyoya replaced the Hutu president in a coup.
Hutu rebels killed about 300 Tutsis on July 20, 1996, and army soldiers killed at least 126 Hutu
refugees on January 5, 1997. In 1998, Buyoya and the opposition-led Hutu parliament reached an
agreement to sign a transitional constitution, and Buyoya was sworn in as president. The Arusha
peace talks began on June 15, 1998.
The civil war, however, continued, despite the efforts of the international community to create a
peace process. Ceasefire talks were held in Tanzania in 2000, facilitated by Nelson Mandela. The
agreement which established a transitional government, where the presidency and vice-presidency
would be rotated every 18 months, sharing power between the Hutus and Tutsis was reached. While
the government and three Tutsi groups signed the ceasefire accord, two leading Hutu rebel groups
refused to participate, and the fighting continued. The Arusha talks closed with little progress made
in November 30, 2000. Twenty Tutsis and one British woman were killed on December 28, 2000 in
the Titanic Express massacre.
On April 18, 2001 coup attempt failed. The transitional government was implemented in October
2001. Three hundred boys were kidnapped from Museuma College on November 9, 2001. Main Hutu
rebel groups had still refused to sign a ceasefire agreement at this time, and five hundred rebels were
killed in their own attack against the Tutsi army on December 25, 2001. This resulted in increased
fighting for several months. The September 9, 2002 Itaba massacre left hundreds of unarmed
civilians dead.

Ndayizeye presidency
In July 2003, a rebel attack on Bujumbura left 300 dead and 15,000 displaced. Also in July, Domitien
Ndayizeye, a Hutu, took over as president of the transitional government, and Buyoya stepped down.
Along with the main Hutu rebel group, National Council for the Defense of Democracy–Forces for
the Defense of Democracy (FDD), President Ndayizeye signed a ceasefire agreement at a summit of
African leaders in Tanzania in November 2003. Under the agreement, the FDD became a political
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party, and it was decided that rebel Hutu fights were to be integrated into the predominately-Tutsi
armed forces. On December 29, 2003, Archbishop Michael Courtney, the papal nuncio (an
ecclesiastical diplomatic title) for the country, was murdered.
Disaster occurred in 2004 when the Hutu rebel group, Forces of National Liberation (FNL), claimed
responsibility for killing 160 Congolese Tutsi refugees in a United Nations camp at Gatumba near the
Congo border in Burundi. The attack was strongly condemned by the U.N. Security Council, which
issued a statement of outrage at the fact that "most of the victims were women, children and babies
who were shot dead and burned in their shelters. The Council called on the top U.N. envoy in
Burundi to investigate the incident with a U.N. representative from Congo, a step that increased U.N.
intervention in the Burundi civil war. A few months later in December, U.N. and government forces
began to disarm thousands of Burundi soldiers and former rebels.

Final peace process
Pierre Nkurunziza was elected president in 2005

In 2005, many developments were made in the peace process.
The president signed a law in January 2005 to initiate a new
national army, consisting of Tutsi military forces and all but one
Hutu rebel groups. The Constitution was approved by voters in a
referendum—marking the first time for Burundians to vote since
1994. They voted again in the July during the parliamentary
elections, postponed from November 2004, in which "the
Government of Burundi and the Independent National Electoral
Commission conducted a technically-sound election, carried out
in an atmosphere of peace and security.‖ [citation needed, as
noted by Wikipedia] The FDD ended up being the winning party
for the parliamentary elections. Several months later, Pierre
Nkurunziza, from the Hutu FDD group, was elected as president
by the two Hutu-dominated houses of parliament.
After 12 years of living with a midnight-to-dawn curfew,
Burundians were free to stay out late when the curfew was lifted on April 15, 2006 for the first time
since 1993. This signified the most stable point in Burundi civil affairs since the assassination of
Hutu President Melchior Ndadaye and the beginning of the civil war.
Matters continued to look prosperous after Burundi‘s last rebel group, the Forces of National
Liberation (FNL) signed a ceasefire deal in Tanzania, "solidifying the end of a 12-year civil war." As
part of the agreement, members of the FNL were to be assembled, demobilized, and integrated into
the national army. In mid-April 2008, FNL rebels shelled the capital, Bujumbura, while fighting
killed at least 33.

Retrieved and compiled from http://en.wikipedia.org/Burundi_Civil_War
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Music of Africa

(Geo-political map of Africa divided for ethnomusicological purposes, after Alan P. Merriam, 1959)

Musically Africa may be divided into four regions
The eastern region includes the music of Uganda, Kenya, Rwanda, Burundi, Tanzania, Malawi,
Mozambique and Zimbabwe as well as the islands of Madagascar, the Seychelles, Mauritius and the
Comoros.
The southern region includes the music of South Africa, Lesotho, Swaziland, Botswana, Namibia and
Angola.
The central region includes the music of Chad, the Central African Republic, the Democratic
Republic of the Congo and Zambia, including Pygmy music.
The western region includes the music of Senegal and the Gambia, of Guinea and Guinea-Bissau,
Sierra Leone and Liberia, of the inland plains of Mali, Niger and Burkina Faso, the coastal nations of
Cote d'Ivoire, Ghana, Togo, Benin, Nigeria, Cameroon, Gabon and the Republic of the Congo as well
as islands such as Sao Tome and Principe.

Africa is a vast continent and these regions and nations have distinct musical traditions. Most
importantly, the music of North Africa has a different history from that of Sub-Saharan African
music (Southern, central & west Africa)
North Africa is the seat of the Mediterranean culture that built Egypt and Carthage before
being ruled successively by Greeks, Romans and Goths and then becoming the Maghreb of
the Arab world, (collectively the African countries of Morocco, Algeria, Tunisia, Libya,
Mauritania, and the disputed territory of Western Sahara). Like the musical genres of the
Nile Valley and the Horn of Africa (north eastern Africa)), its music has close ties with
Middle Eastern music.
East Africa and the offshore islands in the Indian Ocean have been slightly influenced by
Arabic music and also by the music of India, Indonesia and Polynesia. However, the region's
indigenous musical traditions are primarily in the mainstream of the sub-Saharan Niger
Congo-speaking peoples.
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Southern, Central and West Africa are similarly in the broad sub-Saharan musical tradition.
The music and dance forms of the African diaspora (the movement of Black Africans and their
descendants to places throughout the world ), including African American music and many
Caribbean genres (e.g. calypso); and Latin American music genres like the rumba, salsa; and
other clave (rhythm)-based genres, were founded to varying degrees on the music of African
slaves, which has in turn influenced African popular music.

North African music
The music of North Africa has a considerable range, from the music of ancient Egypt to the Berber
and the Tuareg music of the desert nomads. The region's art music has for centuries followed the
outline of Arab and Andalusian classical music: its popular contemporary genres include the Algerian
Raï.
[For further details see: Music of Egypt, Music of Libya, Music of Tunisia, Music of Algeria, Music
of Morocco and Music of Mauritania.With these may be grouped the music of Sudan and of the Horn
of Africa, including the music of Eritrea, Ethiopia, Djibouti and Somalia.]

Sub-Saharan music
African traditional music is frequently functional in nature. Performances may be long and often
involve the participation of the audience. There are, for example, different kinds of work songs,
songs accompanying childbirth, marriage, hunting and political activities, music to ward off evil
spirits and to pay respects to good spirits, the dead and the ancestors. None of this is performed
outside its intended social context and much of it is associated with a particular dance. Some of it,
performed by professional musicians, is sacral music or ceremonial and courtly music performed at
royal courts.
Musical instruments
Besides using the voice, which has been developed to use various techniques such as complex hard
melisma and yodel, a wide array of musical instruments are used. African musical instruments
include a wide range of drums, (djembé) slit gongs, rattles, double bells as well as melodic
instruments like string instruments, (musical bows, different types of harps and harp-like instruments
such as the kora as well as fiddles), many types of xylophone and lamellophone like the balafon and
m’bira, and different types of wind instrument like flutes and trumpets.
Drums used in African traditional music include talking drums, bougarabou and djembé in West
Africa, water drums in Central and West Africa, and the different types of ngoma drums (or engoma)
in Central and Southern Africa. Other percussion instruments include many rattles and shakers, such
as the kosika, rain stick, bells and wood sticks. Many modern instruments, such as flute, double reed,
trumpet-type horns, stringed instruments and percussion of all kinds can trace their origin to Africa.

Influences on African Music
Historically, several factors have influenced the tribal music of Africa: the environment, various
cultures, politics, and population movement. All of these factors essentially go hand in hand. Each
African tribe evolved in a different area of the continent, which means that they ate different foods,
faced different weather conditions, and came in contact with different tribes than the other societies
did. Each tribe moved at different rates and to different places than the others, and thus they were
influenced by different people and circumstances. Furthermore, each society did not necessarily
operate under the same government, which also significantly influenced their music styles.[16]
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Popular music
African popular music, like African traditional music, is vast and varied. Most contemporary genres
of African popular music build on cross-pollination with western popular music. Many genres of
popular music like blues, jazz and rumba derive to varying degrees from musical traditions from
Africa, taken to the Americas by African slaves. These rhythms and sounds have subsequently been
adapted by newer genres like rock, rhythm and blues. Likewise, African popular music has adopted
elements, particularly the musical instruments and recording studio techniques of western music.
The appealing Afro-Euro hybrid the son Cubano influenced popular music in Africa. The first
African guitar bands played Cuban covers. The early guitar-based bands from the Congo called their
music rumba (although it was son rather than rumba-based). The Congolese style eventually evolved
into what became known as soukous.
African music has been a major factor in the shaping of what we know today as blues and jazz. These
styles have all borrowed from African rhythms and sounds, brought over the Atlantic Ocean by
slaves. On his album Graceland, the American folk musician Paul Simon employs African bands,
rhythms and melodies, especially Ladysmith Black Mambazo, as a musical backdrop for his own
lyrics. In the early 1970's, Remi Kabaka, an Afro-rock avant-garde drummer, laid the initial drum
patterns that created the Afro-rock sounds in bands such as Ginger Baker's Airforce, the Rolling
Stones, and Steve Winwood's Traffic. He continued to work with Winwood, Paul McCartney and
Mick Jagger.
As the rise of rock'n'roll music is often credited as having begun with 1940s American blues, and
with so many genres having branched off from rock - the myriad subgenres of heavy metal, punk
rock, pop music and many more - it can be argued that African music has been at the root of a very
significant portion of all recent popular or vernacular music.
African music has also had a significant impact on such well-known pieces of work as Disney's The
Lion King and The Lion King II: Simba's Pride, which blend traditional tribal music with modern
culture. Songs such as Circle of Life and He Lives in You blend a combination of Zulu and English
lyrics, as well as traditional African styles of music with more modern western styles. Additionally,
the Disney classic incorporates numerous words from the Bantu Swahili language. The phrase
"hakuna matata," for example, is an actual Swahili phrase that does in fact mean "no worries."
Characters such as Simba, Kovu, and Zira are also Swahili words which mean "Lion," "scar," and
"hate," respectively.

Retrieved and compiled from http://en.wikipedia.org/wiki/Music_of_Africa
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Music instruments of Africa (as featured in Skip Miller’s Hit Songs)
Kora
A kora is built from a large calabash (a bottle gourd – the rounder
varieties of which are called Calabash gourds). This is cut in half
and covered with cow skin to make a resonator, and has a notched
bridge like a lute or guitar. The sound of a kora resembles that of a
harp, though when played in the traditional style, it bears a closer
resemblance to flamenco and delta blues guitar techniques. The
player uses only the thumb and index finger of both hands to pluck
the strings in polyrhythmic patterns (using the remaining fingers to
secure the instrument by holding the hand posts on either side of
the strings). The instrument is played in Guinea, Guinea Bissau,
Mali, Senegal, Burkina Faso and The Gambia.
Master kora-maker Alieu Suso of The Gambia.

Players have traditionally come from griot families. The griot delivers history as a poet, praise singer,
and wandering musician. The griot is a repository of oral tradition. As such, they are sometimes also
called bards. They are traditional historians, genealogists and storytellers who pass their skills on to
their descendants. A traditional kora player is called a Jali, similar to a 'bard' or oral historian. Most
West African musicians prefer the term 'jali' to 'griot', which is the French word.
Traditional koras feature 21 strings, eleven played by the left hand and ten by the right. Strings were
traditionally made from thin strips of hide, for example antelope skin - now most strings are made
from harp strings or nylon fishing line, sometimes plaited together to create thicker strings. By
moving leather tuning rings up and down the neck, a kora player can retune the instrument into one
of four seven-note scales.
Increasingly koras are made with guitar machine heads instead of the traditional leather rings. The
advantage is that they are much easier to tune. The disadvantage is that it limits the pitch of the
instrument as the string lengths are more fixed and lighter strings are needed to lift it much more than
a tone. Learning to tune a traditional kora is arguably as difficult as learning to play it and many
people entranced by the sound while in Africa, buy a kora and then find themselves unable to keep it
in tune once they are home, relegating it to the status of ornament. Koras can be converted to replace
the leather rings with machine heads. Some kora players have double necked koras, allowing them to
switch from one tuning to another within seconds, and giving them increased flexibility.
The kora is mentioned in the Senegalese national anthem "Pincez Tous vos Koras, Frappez les
Balafons" (Everyone strum your koras, strike the balafons).

Balafon
The balafon (bala, balaphone) is a resonated frame, wooden keyed percussion idiophone of West
Africa; part of the idiophone family of tuned percussion instruments that includes the xylophone,
marimba, glockenspiel, and the vibraphone. Sound is produced by striking the tuned keys with two
27

padded sticks. Believed to have been developed independently of the Southern African and South
American instruments now called the marimba, oral histories of the balafon date it to at least the rise
of the Mali Empire in the 12th century CE.
A balafon can be either fixed-key (where the keys are strung over a fixed frame, usually with calabash
resonators underneath) or free-key (where the keys are placed independently on any padded surface).
The balafon usually has 17-21 keys, tuned to a tetratonic, pentatonic or heptatonic scale, depending
on the culture of the musician.
The balafon is generally capable of producing 18 to 21 notes, though some are built to produce many
fewer notes (16, 12, 8 or even 6 and 7). Balafon keys are traditionally made from béné wood, dried
slowly over a low flame, and then tuned by shaving off bits of wood from the underside of the keys.
Wood is taken off the middle to flatten the key or the end to sharpen it.
In a fixed-key balafon, the keys are suspended by leather straps just above a wooden frame, under
which are hung graduated-size calabash gourd resonators. A small hole in each gourd is covered with
a membrane traditionally of thin spider's-egg sac filaments (nowadays more usually of cigarette paper
or thin plastic film) to produce the characteristic nasal-buzz timbre of the instrument, which is
usually played with two gum-rubber-wound mallets while seated on a low stool (or while standing
using a shoulder or waist sling hooked to its frame).
As the balafon cultures vary across West Africa, so does the approach to the instrument itself. In
many areas the balafon is played alone in a ritual context, in others as part of an ensemble. In Guinea
and Mali, the balafon is often part of an ensemble of three, pitched low, medium and high. In
Cameroon, six balafon of varying size perform together in an orchestra, called a komenchang. An
Igbo variation exists with only one large tuned key for each player. And while in most cases a single
player hits multiple keys with two mallets, some traditions place two or more players at each
keyboard. Often balafon players will wear belled bracelets on each wrist, accentuating the sound of
the keys.

Modern balafon styles and Cameroonian music
The balafon has seen resurgence since the 1980s in the growth of African Roots Music and World
Music. Most famous of these exponents is the Rail Band, led by Salif Keita. Even when not still
played, its distinctive sound and traditional style has been exported to western instruments.
During the 1950s, bars sprang up across Cameroon's capital to accommodate an influx of new
inhabitants, and soon became a symbol for Cameroonian identity in the face of colonialism. Balafon
orchestras, consisting of 3-5 balafons and various percussion instruments became common in these
bars.
The middle of the 20th century saw the popularisation of a native folk music called bikutsi. Bikutsi is
based on a war rhythm played with various rattles, drums and balafon and other new elements. Sung
by women, bikutsi featured sexually explicit lyrics and songs about everyday problems. A bikutsi
performer, Messi Me Nkonda Martin and his band, Los Camaroes, added electric guitars. He had
been inspired to learn the instrument by listening to Spanish language-broadcasts from neighbouring
Equatorial Guinea, as well as Cuban and Zairean rumba. Messi changed the electric guitar by linking
the strings together with pieces of paper, thus giving the instrument a damper tone that emitted a
"thudding" sound similar to the balafon.
The balafon, kora (lute-harp), and the ngoni (the ancestor of the banjo) are the three instruments most
associated with griot bardic traditions of West Africa. Each is more closely associated with specific
areas, communities, and traditions, though all are played together in ensembles throughout the region.
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Guinea has been the historic heartland of solo balafon. As griot culture is a hereditary caste, the
Kouyaté family has been called the keepers of the balafon, and twentieth century members of this
family have helped introduce it throughout the world.
In some cultures the balafon was (and in some still is) a sacred instrument, playable only by trained
religious caste members and only at ritual events such as festivals, royal, funeral, or marriage
celebrations. Here the balafon is kept in a temple storehouse, and can only be removed and played
after undergoing purification rites. Specific instruments may be built to be only played for specific
rituals and repertoires. Young adepts are trained not on the sacred instrument, but on free-key pit
balafons.

A young balafon player, Mali

Djembé
A djembé (pronounced /ˈdʒɛmbeɪ/ 'JEM-bay') is a skin-covered hand drum shaped like a large
goblet and meant to be played with bare hands. According to the Bamana people in Mali, the name of
the djembé comes directly from the saying "Anke dje, anke be" which literally translates to
"everyone gather together" and defines the drum's purpose. Other researchers conclude the name
originates from the 'Djem' tree (Sycamore fig) which was commonly used for the body shell of the
instrument.
The djembé is a member of the membranophone family of musical instruments: a frame or shell (in
the djembé‘s case it is a wood shell) covered by a membrane or drumhead made of rawhide or some
other material. Djembés are commonly about 12" (30 cm) in diameter and 24" (60 cm) in height,
varying a few inches. They can also be found in many smaller sizes, from 5" (13 cm) to 18" (46 cm)
in diameter. As a result of the goblet shape, the density of the wood, the internal carvings, and the
skin, there is a wide range of tones that can be produced by the djembé. The rounded shape with the
extended tube of the djembé body forms a device known in physics as a Helmholtz resonator, giving
it its deep bass note. The primary notes are generally referred to as "bass", "tone", and "slap", though
a variety of other tones can also be produced by advanced players. The slap has a high and sharp
sound, the tone is more round and full, and the bass is low and deep.
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Technique
The proper sound is achieved with minimum effort for maximum effect. The key is to either focus or
disperse the hand's energy and to position the hand in the correct place. The bass and tone notes
require focused energy (beginners will have the most success by holding their fingers firmly
together), while the slap requires dispersed energy (fingers are relaxed). Striking the skin with the
palm and fingers toward the drum's centre produces a bass note; striking the skin near the rim (with
the fleshy part of the palm just above the rim) produces the tone and slap.

Origin and construction
There is general agreement that the origin of the djembé is associated with a class of Mandinka
blacksmiths known as Numu. The wide dispersion of the djembé drums throughout West Africa may
be due to Numu migrations. Despite the associations of the djembé with the Numu, only certain
people are allowed to play it.
Traditionally crafted djembé drums were carved from a single section of a Lenge tree. Lenge was
used for centuries due to its acoustic and spiritual qualities among the Malinke, whose traditional
wisdom states that a spiritual energy, or nyama, runs through all things, living or dead. Other types
of wood may also be substituted, depending upon the forests accessible to the drum makers. Properly
made drums are not smooth on the interior but have a spiral channel inside that enhances the tonal
qualities. Splinters and rough carving inside are signs of a hastily made drum. The djembé is headed
on one side with the shaved skin of a goat, antelope or cow. Prior to the twentieth century, the skin
was attached with the sinew or intestine of the animal, or by cutting and stretching a strip of rawhide.
The construction of the djembé has changed significantly over the past half-century. The use of
industrialised materials, such as steel hoops, nylon-core rope, and rubber tires, began with the advent
of the West African Ballets, and has become the norm. The drumheads are typically made from goat
skin and more rarely can be antelope, zebra, deer, or calfskin. West African goat skins are known to
djembé musicians as having a different sound than goats domesticated in more temperate climates.
Goats raised in West Africa experience a rougher existence, different climate, and different diet,
which apparently toughen and harden the skins in a way that impacts their sound quality. Goat skins
from animals bred and raised in the Americas and Europe have been known to be softer and tear
more easily under the extreme tension required for a playable drum.

Tuning
Djembé drums are tuned by evenly pulling the vertical ropes very tightly so that a system of metal rings
brings the skin down over the drum shell. These verticals are tightened all the
way around, perhaps taking multiple passes, and using a lever of some
sort.(Rope puller) The next step is to use more rope to put in horizontal
"twists" of the vertical ropes (Mali weave), also known as "diamonds". It
passes under two verticals (diamond pattern), back over one, under one
(making a Z or S shape), then gets pulled hard and down. Uniform and
parallel rows of twists, as low as possible, is the ideal.
When a new skin is being put on a drum, this whole pulling process is
preceded by soaking a skin in water until it is very pliable. That wet skin is
placed on the drum with the ring system while the rope verticals gently pull
the rings down a bit. Then it's left to dry completely before the vigorous
pulling and twisting described above happens. Some drum makers
successfully tighten their drums all the way while the skins are wet.
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Western music
The djembé was adopted into African American and American culture. The djembé plays a key role
in modern music that needs a highly percussive rhythm section. It has been used by such artists as
The Beatles, Ben Harper, Queens of the Stone Age, Keller Williams, Paul Simon, Peter Gabriel,
Larry Mullen, Jr of U2, Grateful Dead, Bedouin Soundclash, Incubus' Brandon Boyd, to name a few,
and too many jazz bands to mention.
The djembé is very popular in drum circles, and in many circles is the primary instrument, most
likely for its easily portable size, wide range of sounds, and its distinct tones. In certain songs using
the djembé it replaces a drumset to give it a different feel, such as "Burn One Down" by Ben Harper.
The British power electronics band Whitehouse experimented a lot with djembés and other African
percussion instruments on their last three albums, and the former member William Bennett later
started what he calls the "Afro Noise" Project, in which he attempts to give African percussion
instruments an important role in noise music.

Thumb piano
The thumb piano (or m’bira) is an African musical instrument, a
type of plucked idiophone (an instrument that creates sound
primarily by way of the instrument's vibrating, without the use of
strings or membranes) common throughout Sub-Saharan Africa.
Thumb pianos traditionally consist of a wooden board to which
metal tines of varying lengths are affixed. The longest tines are
typically in the centre, with shorter (and thus higher-pitched) tines
arranged in ascending order towards both sides of the instrument.
The thumb piano is most commonly held in both hands, with both
thumbs being used to pluck tines either simultaneously or in turn.
It may be used as a lead instrument or for accompanying other
instruments or vocals.
The thumb piano originated as an instrument typically played while walking by travelling Griots. It is
also often played at religious ceremonies and social gatherings. It is a particularly common musical
instrument in the Democratic Republic of Congo.
Technically speaking, each note of a thumb piano or m‘bira, and other such instruments of this
family is a separate idiophone, and in orchestral terms, the instrument as a whole belongs in the bar
percussion family (any of a family of musical instruments called lamellophones, that have a long
thin plate that is fixed only at one end). Further, the thumbs are not always explicitly used; e.g the
Zimbabwean m’bira dza vadzimu is played with thumbs and
an index finger, and various other "thumb pianos" utilise yet
more digits.
While the arrangement of notes on a thumb piano is
considerably different from those on a piano or guitar, their
arrangement is fairly intuitive, and it is considered to be an
instrument easily learned.
A Zimbabwean m’bira dza vadzimu
Retrieved and compiled from http://en.wikipedia.org
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